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In this paper I will be discussing the process and methodology behind the film In A House, On A Street, In 
My Mind. Special emphasis will be put on the post-production process necessary for achieving a visual 
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             In A House, On A Street, In My Mind is a film that has tormented me from the second it 
hit the page. The script started as a one-off exploration into a surreal horror concept. My roots 
within filmmaking are based in abstract, surrealist, and experimental formulae, but I was 
determined to make this one different. I wanted to create a story that encapsulated all my 
education in the craft of storytelling, but for the first time ever, I wanted to accurately give my 
story meaning. All of my work in the past has lended itself to nihilistic ambiguity, but as I get 
older, I realize there are other stories to tell and other ways to view life itself.  
            In crafting the story, it was important to me to shed light on something that is often faced 
in reality, and often handled poorly by the wrong people. My film is about a young woman 
trying to overcome a traumatic event, to move on with her life and find some type of happiness. 
When I took my first pass at the story, I realized that it had a very tortuous heir. It felt as though I 
was trying to create an important story, but on the page, it looked like another man telling a story 
of sexual assault. So instead of pushing through, I sought insight. I spoke with several women, 
one very close to me, about their traumatic experiences, how they feel this trauma is framed in 
art, and how they feel it would be better framed. The consensus was clear but not surprising, 
every single person had experienced, processed and lived with their trauma in very differing 
ways, but one thing stood out, and that was the imagery, the memory of what had happened to 
them. At first I felt as though I was not the person to be telling this story, but the more I worked 
on the script, the more attached I got to the idea of how we process trauma, how we find relief. 
Instead of creating a clear-cut story about a young woman who is assaulted, goes to therapy, and 
makes mild progress, I returned to my roots in surreal and experimental filmmaking. I discovered 
a form of therapy called EMDR, Eye Movement Desensitization and Reprocessing. In basic 
terms, it’s a form of psychotherapy, where the patient relives small parts of traumatic events, 
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while the psychotherapist directs your eye movements. The hope is that when the memories are 
brought up, the psychological response will weaken, thus allowing the patient to be able to 
remember without the strong sensations. After speaking with several patients, I realized that this 
was a viable form of therapy, and often had huge success rates for the patients. I realized after 
my research that I could take this new form of therapy and try to recreate it into a story. For a 
long period of time my obsession has been trying to accurately capture dreamlike states within a 
film, this would be the perfect opportunity to experiment with that, but also create a strong 
female character, explain a prominent form of therapy, and find a way to make the audience 
aware of the effects of lasting trauma. The script eventually was worked into three even parts. 
One part was the EMDR therapy, the “simulation” in which our main character experiences and 
relives her traumatic event. The second part is the awakening, the explanation of the therapy. The 
third part is the ambiguous resolution. Ending the film on ambiguity felt as though it was the 
only honest way to tell this story. With any form of therapy, there is no immediate fix, there is no 
instant happiness or miracle cure. Although EMDR is a real form of therapy, I heightened it for 
the screen, added the simulation concept as a visual aide and storytelling device. Even with this 
futuristic therapy, our protagonist still finds herself lost. In the ending, she finds a small amount 
of solace knowing that she can walk by the house where her trauma took place, stand there, and 
feel alive. The ambiguity comes in, when as she leaves the front of the house, the environment 
feels fabricated, it shifts to the “VHS grain” of her memory. Her physical reaction is less intense, 
and she is not currently in pain, but the memory exists, and it always will.  
 
 
For the seven years I have been making films, Pre-Production has always been my 
weakest element. When I first began my education in filmmaking, the education resources were 
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low, we were taught a very run-and-gun process. All you needed was a script, a couple people 
and a location; the story would be told in post. Now I stuck rigidly to this style, up until my last 
two films, and the difference was night and day. In the past, I could have cared less about 
making sure a shooting plan was in place, but what really opened my eyes was seeing so many of 
my projects fall to pieces on the first day of shooting. For my thesis, it was important that I really 
gave it everything I had. With the leadership of a wonderful professor in producing, I set straight 
on the elements that needed to be in place for my film to turn out how I envisioned it. My 
documentation, releases, waivers, budgets, and schedules were impeccable this time around. I 
made sure we had prepared for the best- and worst-case scenarios. Although my T’s were 
crossed and my I’s dotted, I still wanted to have a wild card element, reminiscent of my run-and-
gun sensibilities; but this time I insulated myself from a meltdown. To do this, I pulled together a 
crew who understood what I did, who would go down with the ship if they had to. The first step 
to insulating myself to have this freedom, was creating the set. We found a location where we 
were given free reign of the entire house. Any type of location move would have severely limited 
time and resources. So, we found a location that had an office for the therapy scene, a bedroom 
for the simulation, staircase, and bathroom. Having this all in one location allowed us to go 
through, completely decorate the house for on camera, and allow us to light it so that at any 
point, the house was camera ready. This type of planning cut my shoot time by an entire 
weekend.  
I had been working with crews of ten people or less since my very first film, and I always 
took a lot of grief for it. For my thesis, I had a grand plan to run a large set, have full 
departments, and seriously make it as professional as it could be. This was a great plan until 
COVID happened. Our crews were now limited, restrictions in place to limit contact, amongst 
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many other things. At first, I felt an immense disappointment, I felt as though I had to prove to 
everyone that I could run a large set. That disappointment waned when I looked around and I 
saw everyone seeming to struggle with their film due to a lack of manpower. I had done every 
film with a lack of manpower, but as time went on, I realized its quality over quantity, especially 
on a film such as this. I had recruited my usual suspects of crew, people I trusted, people who 
knew how I worked, but most importantly, people who had a vision for my film. I chose my DP 
because he was a very close friend, but also someone who I’d been working with on every film 
since I started at UNO. He has immense talent, is incredibly flexible and always offers some of 
the sagest advice. He worked with me every step of the way, from figuring out equipment, to 
creating a shot list and even to helping me do some location decorating. My producers were also 
pivotal in getting the backbone of this film put together. One of them allowed me to use their 
home, taking time out of his day to continually dress the set days before the shoot, he also kept 
me mentally stable during all stages of production.  
Casting this film was a pivotal element, not that it isn’t for other films, but in the past, I 
relied less on talent and more on picking actors who could naturally be the role I was looking for. 
This often made my films much weaker, as it didn’t have that finesse. I sent out a casting call, 
rather than holding auditions, I sent all interested actors a copy of a scene from the script, a scene 
that ended up getting cut. The scene was a pinnacle moment that required the vocalization and 
physicality of true fear. I didn’t give the actors any notes on how to play the scene, I just wanted 
to see how they interpreted it. Rachel rose to the top, her physical performance showed that she 
could embody fear on the most physical level. Often with actors you see the fear in their eyes, 
which was important, but almost every actor who had submitted was able to do that. What 
Rachel did unlike the others, is that you could see the fear tremble throughout her entire physical 
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form. Since the film is dealing with EMDR, it was important that the main actress was able to 
reflect how a triggering memory affects our body. Casting the therapist was genuinely not 
something that was intentional. The plan was that Rachel was going to be the only focus within 
the film, everyone else was irrelevant. I didn’t want to physically show “the attacker” and I 
didn’t want the therapist to be any more than a droning voice. My main goal was to make sure 
the therapist did not come off as a savior. Upon shooting the scenes with Russell, who had just 
agreed to be a stand in, who would be voiced over later, we realized he was giving me everything 
I needed. He was monotone, his movements were small, and although his delivery wasn’t 
perfect, at the time it was fitting for what I needed. Once again, his performance was not 
designed to steal the show, I needed someone who could essentially blend into the background 
and explain information that would gloss over the audience.  
             Due to a newly found appreciation for the pre-production process, my shoot went as well 
as it possibly could have. The schedule was tight, we were running bankers’ hours, and I had 
allotted three days of shooting. The script itself didn’t need more than three days, though I had 
everyone on my crew confirm their availability for the following weekend in case of major 
events or reshoots. Something I have always done, and this film was no exception, is to try to 
schedule the hardest, most intense scenes for the very first day. Our first day of shooting was 
slated to include all the scenes that took place within “the room”. We had spent multiple days 
building this room into a mess of wires and weird equipment. We pre-lit the evening before, 
having to black out the windows, set up an array of lights, from all angles in the room, and sync 
the computer monitors up to a certain rhythm. The scene went over very well, the actress came in 
ready to perform, the room itself created a very evil atmosphere, and often when shooting in the 
room, people felt uneasy, which helped for her performance, but also helped us in choosing extra 
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angles and shots. That day went completely on schedule, allowing us to spend extra time in that 
room, to get any coverage or inserts that may be effective in the post process. I have a deep 
gratitude for my 1st AD, who kept us moving the entire time, really taking some extensive notes 
on our entire process, which would later be incredibly helpful in my post process. 
The second day was set to film the therapy scene. Just like the day before, the entirety of this 
scene takes place in one room, I knew I was going to blend the scenes together in post, so it gave 
me a good starting point. The room itself was already the office of a med student, so a good bit 
of the set design was already put together. Our production designer came in and did what she did 
best, meticulously placing objects, moving things around, and just making the room feel 
authentic. Rachel showed up and was once again ready to go. I cannot stress enough how 
refined, talented, and easy to work with she was. She had this innate talent for taking direction, 
all while keeping the great elements of her previous takes. I imagine she could have gone for 30+ 
takes of a scene before she started to show any wear. Most scenes were maxed out at about 6 
takes. The therapy scene was a simple lighting setup, trying to utilize a lot of natural light. 
Setting the office apart from the room was the most important aspect though, so utilizing the 
natural light, bringing in a lot of daylight and neutral colors was important for making the 
location itself seem as though we weren’t shooting in a different room of the same house. That 
shooting day ended a touch early, we managed to get every possible shot we wanted.  
The third day was saved for the remaining shots, within the staircase, bathroom and outside of 
the house. This day proved to be a bit more challenging than expected. The bathroom was a tight 
spot, barely any room for an actress, a camera, and lights. My DP loves working with practical 
light, so we switched out a good chunk of the bulbs within the bathroom to match our palette. 
Then we managed to rig one WASP LED light from within the bathtub and we crammed the 
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camera behind the toilet. It was a tight shot, but we managed to get exactly what we wanted out 
of that scene. From there we moved to the staircase, the staircase included the shot in the very 
beginning of the film, the shot of her being chased to the stairs, and eventually her at the bottom 
of the stairs. So, to do this, the light had to be consistent, especially during the chase. The most 
draining moment of the entire shoot was filming the scene of her at the bottom of the stairs. This 
film is the moment that is the closest to showing her being subjected to assault. The entire film 
runs on the ambiguity of the attack, because of my disdain for films showing actual on-screen 
sexual assault. Everyone on the crew and the actress knew what this scene was supposed to 
represent. I had the DP and the actress in the stairwell, she was wirelessly mic’d up and the rest 
of us stood in the other room watching the monitor. I let her do the scene at her own pace. It was 
challenging for the DP because it was a very slow zoom into her face and challenging for the 
actress because I needed her to go full raw emotion. The entire crew watches from the monitor as 
we just hear her wailing from the bottom of the stairs. It was a genuinely chilling moment, we 
managed to get about 4 takes, and then moved on. After that shot, I made sure to not only tell the 
actress, but to tell everyone involved how lucky and appreciative I was to have them helping me 
out. I told a few jokes and made the room light; we took a break to get some food and step 
outside to enjoy the day. We finished the day off by shooting the exterior shots of the house, it 
was quick and easy. I didn’t love the look of the house, but what was more important was her 
facial reactions to the house, so I broke my one rule and I said, “we will make it look better in 
post”. We wrapped the shoot, and everyone was ecstatic. I’m genuinely not one to compliment 
myself, but everyone has always said to me and to others that they love to work on my sets. They 
know where they stand, they know that no matter their position, I will hear everyone’s advice 
and their creative inputs. They love that I run normal hours and that I make sure everyone feels 
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valued. But I think the most important thing that everyone sees on my sets is that I take a firm 
stance on one element; No one is above the line on a student film. This means that whether 
you're directing, producing, gripping, catering, every single person helps, whether it’s loading 
gear, or just keeping some hands on standby to help whoever is shorthanded. I often see on 
student films that the director or producer will not help loading gear, or setting up a light, and 
this drives me nuts. As the director, you are the leader, if you require a ton of gear, your ass 
better be down at the truck ready to help them lug it up the stairs. Not only is this incredibly 
relevant due to the crew sizes during COVID, this is always relevant. I understand the appeal to 
emulate a professional set where the producers and directors don’t have to do the manual tasks, 
but on a student film set, this just shows to your crew that you value your position above the 
others.  
          There isn’t much I would have changed about my production. I felt incredibly pleased with 
the performances, with the shots, the location, and the crew. If I could do it over again, I would 
have found a different exterior location. I loved that the front door was a red door, which was a 
huge attraction for me, but I wish I had found something in a more desolate location. The heavy 
street traffic and the number of parked cars really invaded the shot in every way possible and it 
hurt the visual element of it. The other major thing I would have changed is I would have worked 
the performance of the therapist more to my liking, I got his delivery to where I liked it, and his 
physical performance to my liking, but I had planned from the very beginning to voice him over, 
and to really not rely on his on screen image. 
       During the pre-production phase, I made my decision to shoot on the Blackmagic 4k Pocket 
Camera. It’s a lightweight camera that has immense power and was perfect for the tight locations 
we were shooting in. The major drawback to shooting on a Blackmagic is that its raw footage is 
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still slightly new, creating problems within a software like Avid Media Composer. Many people 
took grief with my decision to edit in Avid, and up until about a month ago, I enjoyed teaching 
Avid, using it and was a firm believer in it being the best NLE software. I’ve said it a million 
times, but I wish I’d heeded my own words; Avid is only designed for cutting a film together, 
nothing more. Bringing the footage in, setting it up and cutting it together went flawlessly. I 
knew from the beginning of this film that the most important part of this was editing. While 
some people chose to shoot their own films, that’s because their strengths lie in cinematography. 
My strengths are in editing. I teach 1665, which is an introduction to editing. I have taught and 
studied many theories behind how films are edited. Within all these complex techniques, I went 
back to the very rudimentary basics. I wanted to cut a film so that the audience was unaware of 
the cuts. This is the most traditional form of editing, but something I have always disagreed with. 
It wasn’t until this film that I really implemented it myself. The film is cut in several layers. The 
first layer is just traditional coverage of every angle, seeing her actions from multiple angles. The 
second layer is where I bring in the disjointed moments, the flash frames. The next couple layers 
are an alternate of the first layer, it’s the scenes entire coverage but offset from the original layer 
by a few frames. On top of all those layers is where I bring in the effects, the “horror” elements. 
These elements include motifs, which are the bird masked figure, the schizophrenic painting, and 
the flashing computer screen. When you include all these elements you find yourself within a 
very disoriented state, but not a visual design that allows the audience to see your cutting. The 
timing is precise, it follows a rhythm, just as the story does. The edits within the simulation are 
supposed to represent how we remember traumatic moments, akin to how we remember our 
dreams. When remembering traumatic moments, it’s not the worst parts you remember, it’s the 
details. The details I choose to repeat are things like the screen flashing, the painting, the wires, 
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mostly just the details of the room itself. A big influence in this design and this film was David 
Lynch’s film Twin Peaks: Fire Walk With Me. In the film he portrays sexual assault and incest, 
as a form of a supernatural horror event. I leaned more into reflecting it in a science fiction 
formula, but Lynch’s usage of a ceiling fan to represent the focal point of the assault, is what 
helped me to decide on utilizing the flashing computer screen as not only a transition point, but 
an overall focal point for the events.  
The editing done within the therapy scene was a different form of editing, instead of running all 
those layers, I chose one finely tuned layer. What I did in this scene was I wanted to reflect an 
artifact of the disjointed nature of the first half of the film. You’ll notice the way I cut around the 
scene will show the movement and eye trace of the actress, changing from her looking one 
direction, to a completely different direction, to shifting her movement. This type of editing 
helps the audience feel her frantic comedown from the remembering of the traumatic situation. 
It’s subtle, and it’s a pristine example of how to cut a scene, make the audience feel how you 
want them to, all without them knowing you’re leading them. 
The special effects in the film are minimal. There are hints of the overlapping images blending 
into each other. As the tension in the “hell room” increases, we start to notice not only the frames 
flashing faster, we notice that images start to blend and overlap. The blending and overlapping 
are representative of memory recall. As I said before we often focus on the details of traumatic 
memories, but certain details or elements of the memories tend to become cloudy. We may 
remember exactly what shoes we were wearing, but can’t quite remember what time we arrived 
somewhere, or what the weather was like. The overlapping and blending of these frames are 
intended to represent this mental overlap. Aside from that, the major effect within the film is the 
usage of the VHS overlay that arrives as soon as she finds her way into the “hell room”. This 
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effect may have the tendency to be overkill to some audience members, but it was the most 
accurate way that I could use these images to bring “memories” and specifically “doctored 
memories”. It’s stated in the therapy scene that what she had just seen was unlike what really 
occurred. The tape effect comes in specifically in the “hell room” because that’s where the 
simulation and the actual memory find themselves at odds. Everything before the room is factual 
and true to the nature of that evening. The VHS effect is designed to help the audience 
understand what reality vs. what is is a memory/simulation. The VHS effect plays briefly in the 
therapist's office as we see flashes of what she just experienced, but rather this time around, we 
are pulling out the small details, I am matching the shots of the therapy to her physical placement 
within the simulation. The film finds itself at an end, with the unnamed girl standing in front of 
the house where her trauma took place. The scene is supposed to represent her growth, her ability 
to be able to now approach the place where it all happened and be strong enough to look and 
walk away. The editing in this scene is subtle, subtle camera movements, but at the very end 
when she walks away, we notice the shots briefly glitching, and the VHS effect returning. This is 
insinuating, that while she may be stronger, and moving towards healing, the process isn’t 
immediate, it’s hard and it’s going to take a long time. It’s also representative that no matter how 
much she moves past her trauma, it still exists in the physical world. We finish the film on a shot 
of the house, and a cat. The cat also disappears and reappears in the frame and is the final thing 
we see. This is my incredibly subtle way of saying that her trauma is real. It exists outside of her 
own head, and other living beings can feel it. Too often PTSD and mental illness are treated as 
“made up” or “fictional”, this is my way of pointing out that trauma and mental illness is so real, 
that it takes a physical form even with the people around us. One final factor that plays into this 
ending, is the color grade. You’ll notice that the sky looks unusually blue, and even has slight 
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clipping issues around the edges, this was an intentional move. The original raw footage was this 
very greyscale, very depressing color scheme. Instead of just brightening everything up, I wanted 
to make this wide shot look a certain way. Since the ending has a bit of a mixed emotions thing 
going on, I wanted the color grade to reflect that. The color scheme I chose was a very “sitcom” 
and artificial feel to it. I wanted the sky to represent a really overpowering blue, but the rest of 
the colors rely on an almost sepia toned look. This represents her conflicted feelings about the 
future. On one hand, she is facing a new challenge, she’s growing, which gives her hope, but on 
the other hand, she’s at another therapist, still standing in front of the same house that has been 
haunting her this whole time, so she’s stagnant. 
 
        When I was originally enrolled in undergraduate studies, I was majoring in Music Industry 
and Production studies. I moved over to film because I was having to relearn music all over 
again. I had a good sense of pitch, I could mix and master music well, but all my creations ended 
up feeling like noise, no real sense to it. When I moved into film, I got an immediate affinity for 
sound design. It incorporated all the skills I did have with sound, with the rigid skills required for 
say, performance music. I have always done my own sound design, but this film was my largest 
undertaking. It wasn’t enough to just throw a song over the footage and call it a day, that would 
feel too lazy, and after all, this is a graduate program. I didn’t want my thesis to be confused for 
a music video.  
When I started the sound design, I pulled up my digital library, mostly instruments I’ve gathered 
over the years. I decided instead of applying real sound effects to this film, as you would see in a 
traditional film, I wanted to utilize these instruments to create a bed of sound, while also turning 
some of the sound recorded on set into instruments themselves. The only natural sound you will 
hear in the beginning of the film is her walking up the stairs and a door closing into the 
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bathroom. The first thing I did was find a song to lay into the bottom of the mix, I hit it with a lot 
of reverb, various filters and EQ’s, which allowed me to manipulate a song into sounding as 
though it was coming from below. This was to be representative of a party going on. From there, 
I added my own music, which is a series of stringed instruments, reverberated drums, and hand 
selected atmospheric sound pads. The score itself is laid onto the top of everything. In the middle 
of the mix, you will hear faint sounds of people talking when she is walking up the stairs. The 
heaviest and most intensive part of my mix is the “attack”. When she is laying at the bottom of 
the stairs, what you are hearing is a bass drum timed to the rhythm of a heartbeat, you are 
hearing her cries, but you are also hearing her cries sent through a synthesizer and then played 
into a melody. You are also hearing slight hints of group laughter, played in varying keys. The 
sound design is overwhelming, it's intrusive, and it’s all handcrafted. It is by far my proudest 
achievement in this film, and creating my own score is something that I wanted to prove to 
myself ever since I was a freshman in college. All the score was created on a Maschine Studio, 
mixed in Ableton and then everything was then mixed in Pro Tools. The final song in the film is 
a royalty free performance of a Chopin piece. I had arranged for a friend to do an original piece 
at the end, but time fell short, and the piece was delayed. I hope for it to be in the version that 
will be submitted to festivals. But in the meantime, I didn’t just choose a song at random. I have 
an avid love for Chopin, I needed something in a minor key that held a deep feeling of sorrow 
with a hint of optimism. The piece was a perfect place holder, and it was royalty free. 
There are two things that I heavily regret in my sound mix. The first is that within the therapy 
scene, my actors' dialogue is not as pristine as I would have hoped for, getting ADR is still in the 
works, and I hope to have that before festival submissions. As well as the dialogue, by the time I 
began syncing my dialogue, I had realized that we neglected to record room tone. I don’t blame 
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anyone for that, and harbor no ill will, as I was running the show, I should have made sure we 
were recording room tone. The room tone itself is pieced together from various silent points 
within several audio tracks. It’s not ideal, and it didn’t sound great. As filmmakers, we do tend to 
make lemonade when given lemons. I manipulated the room tone so that when the tone loops, it 
gives a slight pop, in which I put a touch of reverb on, and tried to pitch the pops so that it would 
actually resemble the score itself. It’s not ideal, and I’m still unsure if it works, but I plan on 
going back to that location and possibly recording some room tone for myself and festival 
submissions. My only regret is that I realized I was lacking tone, too late in the process.  
         No matter how positive this film was during the various stages, to me, it often felt like hell. 
When you spend almost every night for an entire year, either thinking about this film, writing the 
script, editing, scoring, sound mixing, it is bound to start to influence your psyche. I often 
immerse myself in work that has an element of pain to it, I can’t explain it. This one felt very 
different. I recall one night, about a month into the editing process, where I was cutting the scene 
of the main character lying at the bottom of the stairs. The original cut was a very slow, 
unrelenting zoom shot of her crying on the floor. I probably had to watch this scene in its entirety 
about 20 times, to get the timing and the cutting right. Usually when editing something, you 
become desensitized to the content, but this one stuck with me. It would make me nauseous; it 
would genuinely make me scared. In one way, I knew that this film was going to have a level of 
impact on the audience, after all, I set out to make a film that would be hard to watch. I just 
wasn’t prepared for how mentally challenging it would be to make that film.  
Aside from the content being hard to sit through sometimes, the workflow of my postproduction 
was enough to drive me to tears some evenings. When you are in a constant state of exporting, 
importing, relinking, moving from computer to computer, hard drive to hard drive, just one thing 
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going wrong can feel like your throat is being stepped on. At one point, when I had finished 
cutting the film, I had brought it in for color grading, only to realize that the effects I designed 
and several of my clips absolutely refused to play nicely. I have spent the last three years at UNO 
troubleshooting software problems for students, so naturally I tried everything to solve my 
problems. In the end, I had to recut about 40% of the film and remake all my effects.  
Problems aside, I can genuinely say this is the highest quality film I have ever made. It is 
meticulously thought over, heavily planned, and absolutely encompasses everything I have 
learned in my seven years of film education. For the first time in my career, I felt genuinely 
proud of what I had created. UNO pushed me to be a lot of things, originally, I was pushed into 
being a narrative filmmaker, when my background was in experimental. I was pushed to be 
stringent about my paperwork, and my scheduling. I was pushed to be well researched in my 
topics of discussion, as well as understanding why I should or should not be telling a specific 
story. I am thankful to all the professors who pushed me to be a better artist, no matter how much 
I fought them on it. Sometimes I genuinely need to be pushed, and they understood that, they 
didn’t coddle me, they would have let me sink if that’s the path I chose. I had a rough start in the 
program, I felt as though I had given up on filmmaking even before I started at UNO, but with 
this project, I feel akin to the phoenix. I feel like I genuinely overcame a lot of things, mentally 
and physically to put out my best possible work. Yes, it took a lot of sleepless nights, missed 
deadlines, computer crashes, but I did it, and I’ll be damned if I’m not proud of every single 
frame that is within my film. 
 
            I just wanted to reiterate, words cannot describe how thankful I am to my crew, who 
stood by me from the very beginning. My DP, my producers, my AD, the entire crew are 
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genuinely people who I couldn’t have done this without, and they all know how hard it is for me 
to accept help, so I appreciate them for giving me their time. I also want to give my deepest 
thanks to the UNO film department, I received nothing but sheer guidance and support from 
every single one of the professors and staff members. Even if occasionally I felt slightly insulted 
by their comments, these things only pushed me to be a better artist and a better filmmaker. It is 
genuinely hard to give a hopeful student, a crushing opinion, and for that, I will forever be 
grateful. Finally, I’d like to thank my committee, the three of you are people whom I feel 
personally close to. You all embody what I believe to be pivotal aspects of myself and who I 
strive to be, not only as an artist, but as a fellow human being. You all spent countless hours 
discussing ideas with me, watching my various cuts, and offering me support in various ways. I 
hope you know that going through this filmmaking process with the three of you has meant more 


































































































































































































Dylan Mininger is a B.F.A. Graduate of Loyola University New Orleans. Dylan majored in digital 
filmmaking, while originally starting his education in Music Industry studies, he has spent time working 
with local musicians and artists in a management sense. Dylan’s various works include narrative short 
films, documentaries, music videos and advertisements. He has worked in a crew capacity on large scale 
music videos and has worked as an actor on short films as well as television shows and national 
advertisements.  
Dylan was the entertainment editor for the Driftwood newspaper and has a deep passion for film 
critique and literature.  
 
 
